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Article 3

Timmerman: Divinity and Creativity: The Aesthetic Framework of Joseph Addiso

Divinity and Creativity:
The Aesthetic Framework of Joseph Addison
John Timmerman

A frequent accusation charged to Joseph Addison is the derivative nature of his
criticism. Addison was highly amalgamative, and it is, perhaps, this unique ability
to perceive the trends of his age that grants him a position in the variable history
of literary criticism. Addison attempted to synthesize the critical doctrines of his
age, to bridge the divisive gap between classical learning and modern science.
This, however, does not detract from the fact that he attempted to give his own
personal and distinct response to these doctrines. Addison did more than unify
past and present, he gave direction. What is unique in Addison's criticism is the
distinctive aesthetic theory he formulated, accounting for the nature of the artist
and his art. I shall discuss this theory in three areas; the divine framework of
creativity and the physical framework of the creative man , the qualities of the
artist who creates, and the qualities of the art created. My purpose is not to discuss
the intellectual background of Addison's aesthetic, but the principle tenets of the
aesthetic itself.1 Similarly, I am more concerned with Addison's total concept of
art than with the individual manifestations of that concept; for example, in the
discussion of a distinct genre such as drama, or in opera, or in Addison's own craft.

The physical basis of Addison's aesthetic is formulated primarily in numbers
409-421 of The Spectator. There are distinct faculties of the human being which

serve different aesthetic functions. The physical system operates as a unit encompassing a range from the sheerly physical to the refined symbiosis of physical
and abstract. The entire system is enveloped in and influenced by a divine framework. Addison's aesthetic beliefs about this system are diffuse, permeating the
range of Spectator essays. An amalgamation of those beliefs does produce a tenable aesthetic system. The components resolve themselves in an ontology of artist
and art which may be exemplified in the following diagram. The individual elements of the diagram will be discussed in their relationship to each other within
the total framework.
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DIAGRAM OF ADDISON'S AESTHETIC FRAMEWORK
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The most immediate stage in the physical system is the sense of sight. 2 The
primary function of sight is to furnish images, sensations for the imagination. Addison states that, "It is this Sense which furnishes the Imagination with its Ideas ... "
(411, III, 276) .3 "Idea" is used here in a limited sense meaning a distinctly visual
image. The imagination, we shall later see, is a mediative facuit y, that finds its
meaning and aesthetic value in the relation of the physical sense of sight to the
rational faculty of the mind. Only the mind deals with ideas in the traditional conceptual meaning of the word . Sight is the primary mover in the process of creative
ideas since it furnishes the primary visual images whi ch inspire ideas.
The sense of sight best furnishes the imagination when it provides views that
are, first of all, great. Sight must focus on vast spectra, not a single mountain but
a range of mountains; "By Greatness, I do not only mean the Bulk of any single
object, but the Largeness of a whole View, considered as one entire piece." (412,
III, 279) By vast views, sight liberates the imagination rather than restraining it.
The purpose of this is, as Walter Jackson Bate points out, that " 'Greatness,' in
other words, by challenging the capacity of the mind and emotions, frees them
for their fullest possible exercise."4
Secondly, sight provides the imagination with originality by "uncommon views. "
When the mind works with imagination, it has a source of uniqueness and variety
in producing images. The particular pleasure of the imagination that is influenced
by uncommonness provides the mind with an untiring source of fresh and unique
inspiration, "Every thing that is new or uncommon raises a Pleasure in the Imagination, because it fills the Soul with an agreeable Surprise, gratifies its Curiosity,
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and gives it an Idea of which it was not before possest." (412, III, 280)
Thirdly, sight provides the imagination with beauty. Nature has intrinsic to it
a divine beauty, symmetry and harmony since it is the product of a divine creator.
There is a satisfying capacity in this natural beauty. In the physical unity of the
creative process, the imagination must provide images for the mind that reflect
this natural beauty.
Sight is subservient to the imagination, finding its aesthetic purpose in supplying
the imagination with great, unique, and beautiful views. The imagination, however,
is wholly dependent for its existence upon sight. Without sight there can be no
imagination since imagination finds its being and purpose in the images that sight
provides. The function of imagination is to moderate between sight and the mind.
The images that sight provides the imagination are qualified by the ways in which
it aids the activity of the mind. The imagination serves this function in two distinct manners. Addison states that, "By the Pleasures of the Imagination or Fancy
(which I shall use promiscuously) I here mean such as arise from visible Objects,
either when we have them actually in our view, or when we call up their Ideas
into our Minds ... " (411, III, 277). These two functions Addison calls the "Primary
Pleasures of Imagination, which entirely proceed from such Objects as are before
our eyes," and "The Secondary Pleasures of the Imagination which flow from the
ideas of visible Objects, when the Objects are not actually before the Eye, but
are called up into our Memories, or form'd into agreeable Visions of Things that
are either Absent or Fictitious." (411, III, 277)
It has been stated that without sight there could be no imagination. This is important because it points out the collaboration between imagination and mind. If
a man were blind he could, by others' descriptions and the remaining physical
senses in conjunction, form a fairly accurate conception of a certain physical object. This is all the mind can do. With imagination, however, the mind has access
to immediate knowledge of that same physical object. This knowledge, according
to Addison, occurs in two ways. Imagination may admit to its faculty , through
sight, a physical object or group of physical objects, so vast, uncommon, or beautiful, that it affects the mind into creative action. This Addison calls the primary
pleasure. Within the aesthetic framework, I should also like to call it the inspirational capacity. On the other hand, the mind may be engaged in the active enterprise of creating and may be momentarily balked by the lack of an appropriate
image. We recall that Addison's concept of greatness liberates, rather than restrains, the mind. The mind, at such a moment, can fall back upon the resources
of the imagination. This Addison calls the secondary pleasures. In such a capacity
the imagination serves as a keeper of memory, and is therefore a type of storehouse of experiential stimuli. In this way the mind looks for and receives inspiration by recalling an image that is great, unique, and beautiful from memory through
imagination.
The imagination, then, is a mediator between the distinctly physical and the
distinctly rational in the creative framework, "The Pleasures of Imagination taken
in their full Extent, are not so gross as those of Sense, nor so refined as those
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of Understanding." (411, III, 277) Indeed this is true; however, the imagination
is a unifying point between the two.
There is some difficulty in Addison's use of the terms imagination and fancy.
As nominal essences he claims to use them promiscuously, without distinction.
Addison, however, distinguishes two separate functions or "Pleasures" of the
imagination. As verbs, Addison does seem to make a distinction between
imagination and fancy that underlies the dual function of the imagination.
He speaks frequently of the imagination "fancying." In such contexts, fancy
relates to an image-making capacity of the imagination:
But because the Mind of Man requires something more perfect in Matter,
than what it finds there, and can never meet with any Sight in Nature
which sufficiently answers its highest Ideas of Pleasantness; or, in other
Words, because the Imagination can fancy to it self Things more Great,
Strange, or Beautiful, than the eye ever saw ... " (419, III, 298).
Again, Addison states that, "Nothing is more pleasant to the Fancy, than to enlarge itself, by Degrees, in its contemplation of the various Proportions which
its several Objects have to each other. (420, III, 303) This concept parallels closely
the distinct function of fancy that Hobbes describes in the Leviathan. For Hobbes
fancy determines about things:
What they be like one another, or in what they be unlike, or what they
serve for, or how they serve to such a purpose; those that observe
their similitudes, in case they be such as are but rarely observed by
others, are said to have a good wit; by which, in this occasion, is meant
a good fancy.5
Addison assigns the same selectivity and image making capacity to fancy that
Hobbes does.
My contention is that the imagination is not totally a mediator or step between
sight and insight, but has a creativity in its own right. This creativity is the
profound influence of image making, and this is its closest tie with the mind.
In many instances this power is called fancy. While the imagination is at once
both imagination and fancy, used in Addison's promiscuous sense, it seems that
there are two powers inherent in imagination that have slightly different
tendencies; the imagination associated more directly with sight, and fancy with
mind . Therefore, in order to depict this relationship properly in the above diagram,
fancy has been placed within imagination to signify their oneness, but as the
direct coordinator with the mind.
The mind, the most refined element in the creative process, also has the most
distinct tasks. A primary task is control over the image making function of
imagination-fancy. This is the selective capacity of the mind. Addison states that,
"There is not a Sight in Nature so mortifying as that of a Distracted Person,
when his Imagination is troubled, and his whole Soul disordered and confused."
(421, III, 306) Addison is more specific on this point in his discussion of Milton;
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"He does not give his Imagination its full Play, but chuses to confine himself
to such Thoughts as are drawn from the Books of the most Orthodox Divines,
and to such Expressions as may be met with in Scripture. " (315, II, 449)6
The mind controls according to what it rationally knows to be true. It may
not let the imaginative powers run loose. Imagination has no rational capacity.
It takes pleasure in visual images, but it is a purely sensual pleasure. The selective, rational capacity of the mind knows which images are appropriate and
selects only these. Since the mind is a more refined faculty than imagination,
it must compensate for the difference , "The Mind of Man requires something
more perfect in Matter, than what it finds there, and can never meet with any
Sight in Nature which sufficiently answers its highest Ideas of Pleasantness . . ."
(418, III, 298). The mind, then, has this controlling, regulating capacity with
which it utilizes the image rial data of imagination in the enterprise of creativity.
Taste is another faculty of the mind within the aesthetic framework. Sensitive
taste, that of imagination, discerns good and bad in terms of pleasure or displeasure. Intellectual taste takes into account that of imagination , but it is a
more acute discrimination, the eye that sees through sham. Addison is concerned
with this "Faculty of Mind, which distinguishes all the most concealed Faults
and nicest Perfections in Writing. " (409 , III, 270) He has some confidence in
popular taste since, " It is impossible that any thing should be universally tasted
and approved by a Multitude , tho' they are only the Rabble of a Nation, which
hath not in it some peculiar aptness to please and gratifie the Mind of Man."
(70, I, 215) Although the masses as an aggregate form a criterion, Addison is chiefly
concerned with the intellectual man of high taste. The learned man combines
the best of mind and imagination in "That Faculty of the Soul, which discerns
the Beauties of an Author with Pleasure, and the Imperfections with Dislike."
[409, III, 271) Such a man combines the best of the two creative worlds of
imagination and mind, deriving imaginative pleasure from a mental procedure.
The mind is, furthermore, distinctly allied with divinity. Man is able to
discern divinity in two ways. The rational faculty can discover divinity through
reason. Reason, we have seen, is distinctive to the mind and not the imagination.
It is reason that logically acknowledges the presence of divinity. In the above
diagram depicting the physical structure of the aesthetic, the total structure is
enveloped in a divine framework. The mind knows the divine directly through
reason, but it also knows it through the imagination. There is a natural revelation
of divinity to sight and the imagination as well as a rational revelation to the
mind. On this omnipresence of divinity, Addison states :
I considered in my two last Letters that awful and tremendous Subject,
the Ubiquity or Omnipresence of the Divine Being. I have shewn that
he is equally present in all Places throughout the whole Extent of
Infinite Space. This Doctrine is so agreeable to Reason, that we meet
with it in the Writings of the enlightened Heathens.
(580, IV, 321)
Addison considered this permeation of divinity of paramount importance, "I
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have in this, and in two foregoing Letters, treated on the most serious Subject
that can employ the Mind of Man, the Omnipresence of the Deity ... " (580, IV,
325). This theory of the divine framework has important implications concerning
the morality of the creative man. This will be discussed at a later point. The
necessary conclusion to draw here is that this divinity embraces the entire
creative process , unifying the range of natural revelation and sight with divine
revelation to the mind and creativity.
It is necessary to account for another framework that Addison continually
alludes to, the soul. In essentially Christian terms, soul is the unifying element
between the mind and the divine. Addison discusses this aspect of the soul in
its immortal nature, striving for "perpetual progress . . . towards the Perfection
of its Nature. " (111, I, 339) However, the soul has broader implications for
Addison within the aesthetic framework than its immortal striving for its Creator.
It is the totality of man's being including mind and imagination, "The Soul consists
of many Faculties, as the Understanding and the Will , with all the Senses both
outward and inward; or to Speak more Philosophically, the Soul can exert her
self in many different Ways of Action." (600, IV, 373) Soul is the ethereal element
that unifies all the psychological, philosophical and physical facets of man. It is
the unity between these facets. In his many allusions to soul in the essays on
"The Pleasures of the Imagination," Addison invariably means this sense of
the total man. Thus, in the schematic diagram of the aesthetic, soul is represented
as the total body in which the creative process finds its ontological existence.
II

In Addison's aesthetic the creative man, critic or artist since both work from
the same creative, aesthetic source with only the .applications differin g, must
have certain qualities which dispose him toward creativity and which form
proper art. 7 The creative man must, first of all, have natural genius. Addison
defines genius as the capacity producing "Works that were the Delight of their
own Times and the Wonder of Posterity." (160, I, 482) Like Alexander Pope in
"An Essay on Criticism," Addison does not want genius to follow certain rules
of creativity. The poets who follow "Rules of Art" will "Cramp their own
Abilities too much by Imitation, and form themselves altogether upon Models ,
without giving the full Play to their own natural Parts." (160, I, 484) Addison
compares the genius of rules to a well trimmed garden, unnatural, limited ,
truncated . To participate fully in the asethetic scheme of life, genius must give
itself fully to the full, rich interplay of the various elements of that scheme.
The practice of following rules dissociates the harmonious interplay, resulting in
"A kind of Writing, wherein the Poet quite loses sight of Nature .. ." (419, III ,
299) .
Although the guide for great genius is not the blind adherence to what
others may call "Rules of Art," genius must be tempered with Learning. Genius
without learning is a sham, "The Truth of it is , there is nothing more absurd,
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than for a Man to set up for a Critick, without a good Insight into all the parts
of Learning ... " (291, II, 369). In the Milton essays, Addison admires his subject's
vast learning, "In a Word, Milton's Genius, which was so great in itself, and
so strengthened by all the Helps of Learning, appears in this Book every way
equal to his Subject, which was the :r;nost sublime that could enter into the
Thoughts of a Poet." (333, III, 42) In order to treat a great subject in a sublime
manner, natural genius must be directed by learning.
A third important quality of the creative man is good sense. Descartes'
discussion of bon sens in The Discourse on Method lays the groundwork for
Addison's belief. Descartes states:
Good sense is mankind's most equitably divided endowment, for everyone thinks that he is so abundantly provided with it that even those
with the mos t insatiable appetites and most difficult to please in
other ways do not usually want more than they have of this. As it
is not likely that everyone is mistaken, this evidence shows that the
ability to judge correctly, and to distinguish the true from the falsewhich is really what is meant by good sense or reason-is the same by
innate nature in all men; and that differences of opinion are not due
to differences in intelligence, but merely to the fact that we use different
approaches and consider different things. For it is not enough to have a
good mind; one must use it as well. 8
Addison makes this concept of good sense one of the fundamental tenets for
the creative man, "Bouhours ... has taken Pains to shew, That it is impossible for
'a ny Thought to be beautiful which is not just, and has not its Foundations in
the Nature of Things: That the Basis of all Wit is Truth; and that no Thought
can be valuable, of which good sense is not the Ground-work." (62, I, 192)
Good sense, in Addison 's theory, underlies the mind's discriminating capacity.
In the papers on "The Pleasures of the Imagination," good sense is also spoken
of in an affective capacity, in which the artist makes his images more powerful
by applying to them the criterion of good sense, "It is this talent of affecting the
Imagination, that gives an Embellishment to good Sense, and makes one Man's
Compositions more agreeable than another's. (421, III, 305)
How is good sense attained? It is latent in genius, as Descartes points out, and
is kindled by learning. It is founded in the simlJle and decorous poetry of the
classical authors. It is fostered, moreover, by the morality of the creative man.
Addison attributed distinctive affective powers to art and criticism, powers
which must be governed by the author's moral stance, by moral good sense.
Addison states as his guiding principle, "The greatest Modern Criticks have laid
it down as a Rule, That an Heroick Poem should be founded upon some important
Precept of Morality, adapted to the Constitution of the Country in which the
Poet writes." (70, I, 216) Like the heroic poet, the contemporary poet must
express an awareness of the moral concerns of his country.
It is not only in the heroic poem that morality is found, however. In all
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of life there must be a spirit of devotion, or piety, "Nothing is so glorious in
the Eyes of Mankind, and ornamental to Human Nature, setting aside the infinite
Advantages which arise from it, as a strong steady masculine Piety . . ." (201, n,
100). Addison finds a certain sublimity in devotion:
A State of Temperance, Sobriety and Justice without Devotio~ , is a
cold, lifeless, insipid Condition of Virtue; and is rather to be stiled
Philosophy than Religion. Devotion opens the Mind to great Conceptions,
and fills it with more sublime Ideas than any that are to be met with in
the most exalted Science; and at the same time warms and agitates the
Soul more than with senusal Pleasure.
(201,11, 98)
From this statement Addison argues that religious or devotional instincts are
inherent in all men, and that it is primarily this quality, not reason alone, that
distinguishes man from animals, "It has been observed by some Writers, that Man
is more distinguished from the Animal World by Devotion than by Reason, as
several Brute Creatures discover in their Actions something like a faint glimmering
of Reason, though they betray in no single Circumstance of their Behavior any
thing that bears the least Affinity to Devotion." (201, II, 98) This moral instinct
in man must be qualified, however; "Devotion, when it does not lie under the
check of Reason, is very apt to degenerate into Enthusiasm." (201, II, 99) Reason
and morality operate concomitantly in the creative mind to produce the highest
form of creativity. Morality influences reason and reason tempers morality for a
fine symbiosis producing the highest art.
Finally, the creative man is defined by wit. Wit is intimately associated with
the above qualities, for Addison proposed "to enliven Morality with Wit,
and to temper Wit with Morality . . . " (10, I, 31). It is important to distinguish what wit is not, or what constitutes false wit. For Addison wit must
move or affect mankind to moral insight. The "Fairie Way of Writing, " "mixt wit,"
"punning," and other distinctly rhetorical tricks are the ways of false wit that
confine man to the play of his own mind rather than the discovery of divine will
and the lucid interpretation of this will for others. False wit makes a game of
reason and obscures the author's interpretation.
If false wit makes a game of ideas, true wit consists of congruity and ordering
of ideas. As such it is closely associated with the mind's discriminating capacity.
Locke described wit as a quick assemblage of ideas, and Addison adds to this,
"That every Resemblance of Ideas is not that which we call Wit, unless it be
such an one that gives Delight and Surprize to the Reader. " (62, I, 189) True wit,
a congruity of ideas, requires the ability to discover real resemblances between
ideas. When this resemblance is discovered in a pleasing or unique way, the
result is delight. All that one needs for false wit is a fecund verbal facility.
In short, false wit bifurcates the creative framework by limiting it to man and
divorcing it from the mind's capacity to find the divine through taste and reason.
True forms of wit see the divine in the physical. It is the highest coupling of
divine revelation to the mind's rational faculty and the natural revelation to sight
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and the imagination. The resulting products of this higher concatenation are
metaphor, allegory, similitude, parable, fable, and vision; products that demand
a rational and creative response by the reader.
Compared to the elaborate imagerial and verbal convolutions of false wit, true
wit and genius rely on a comparative simplicity, "This is that natural Way of
Writing, that beautiful Simplicity, which we so much admire in the Compositions
of the Ancients; and which no Body deviates from, but those who want Strength
of Genius to make a Thought shine in its own natural Beauties. (62, I, 192) The
polarity to this natural simplicity in the true wit of the creative man is the
"Gothick" style, "Those who lack this strength of Genius, hunt for wit in ornaments and are deserving of the epithet 'Goths in Poetry.'" (62, I, 192)

III

Having discussed the aesthetic framework, and the qualities of the creative
man, it is necessary yet to discuss what constitutes an aesthetic merit in a work
of art. Addison was very concerned about the criteria by which we judge a work
of art good or bad, and cultivated those criteria throughout The Spectator. Several
of these are dependent upon the meritorious qualities of the creator, such as true
wit producing a simplicity of form compared to the jarring character of "mixt
wit." The qualities which he stresses for "The Pleasures of the Imagination,"
greatness, uncommonness and beauty, are, of course, reflected in Addison's
criteria, but will not be discussed in particular in this section. Addison recognizes
three principle qualities as aesthetically meritorious; sublimity, simplicity, and
affectivity.
Addison's uniqueness as a critic in his time derives in part from his imaginative
discussion of these aesthetic merits. This is true in his concept of the sublime.
Addison eschews the tendency in contemporary drama to attempt sublimity by
spectacle. This, he says, results in mere artifice, "But among all our Tragick
Artifices, I am the most offended at those which are made use of to inspire us
with magnificent Ideas of the Persons that speak." (42, I, 126) With rare levity,
Addison satirically describes the supposed dramatic effects of elaborate costuming.
Contemporary drama, he argues, utilizes spectacle to make up for a lack of power
in idea and form. Instead, dramatists must dignify their thought, "In short, I
would have our Conceptions raised by Dignity of Thought and Sublimity of
Expression, rather than by a Train of Robes or a Plume of Feathers." (42, I, 127)
In the essays on "The Pleasures of the Imagination," Addison associates sublimity with greatness. This greatness in nature produces great, or sublime images.
In his Milton essays, Addison speaks of Milton's "very sublime Images." (333, III,
37) They are so first of all because of their natural grandeur. There is another
element involved, however. This is the discriminating faculty of the mind. This
operates by determining an appropriateness among the great images produced by
imagination, "Images of Greatness and Terrour as are suitable to the Subject."
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(333, III, 37) The mind, however, produces sublime or great thought by its rational
faculty in conjunction with the operations of divine revelation. This is evidenced
in phrases such as "sublime Ideas," "sublime Genius ," "Sublime and just Manner,"
that occur very frequently throughout the Milton essays. Addison states of Milton
that, "As his Genius was wonderfully turned to the Sublime, his Subject is the
noblest that could have entered into the Thoughts of Man." (315, II, 448)
Sublimity combines greatness of image and thought, becoming "Every thing that
is truly great and astonishing ... the whole Systeme of the Intellectual World .. ."
(315, II, 448). The truly sublime, then, runs the full range of Addison's aesthetic
framework, from the greatest of visual sights, the best and most effective images,
and the most noble of thoughts. The most important of these, as becomes evident
in the Milton papers, is nobility of thought, which can move the creative mind to
effective action even in the absence of sublime style. It may be safely assumed,
however, that Addison believed that a truly sublime creative framework will result
in a sublime style, such as in Milton's case.
The sublime style has distinctive ingredients. It is not constituted of bombast,
lofty rhetoric, or descriptive periphrasis. On the contrary, a primary aesthetic
merit and a constituent of sublimity is simplicity. Addison criticizes what he calls
the "Gothick Manner" as artificial and esoteric pretense. Simplicity has a universal
appeal ; "I know nothing which more shows the essential and inherent Perfection
of Simplicity of Thought, above that which I call the Gothick Manner in Writing,
than this, that the first pleases all Kinds of Palates, and the latter only such as
have formed to themselves a wrong artificial Taste upon little fanciful Authors
and Writers of Epigram." (70, I, 215) In his discussion of " Chevy-Chase, " Addison
points out that simplicity is the way to nobleness of thought, "Thus we see how
the Thoughts of this Poem which naturally arise from the Subject, are always
simple, and sometimes exquisitely noble; that the Language is often very sounding,
and that the whole is written with a true Poetical Spirit." (74, I, 232)
There are several models to be followed in attaining this noble simplicity. Nature
is the perfect model of simplicity, and the great creative genius will recognize
this, "But those only who are endowed with a true Greatness of Soul and Genius ,
can divert themselves of the little Images of Ridicule, and admire Nature in her
Simplicity and Nakedness." (85, I, 266) A second model for simplicity is classical
literature. Addison praises the "majestick Simplicity of the Ancients." (74, I, 229)
Addison considered simplicity to be more than an aesthetic merit in formalist
criteria. It has been pointed out that one of the qualities of the creative man is
morality, and that Addison desired the creative man to lead and guide others.
Furthermore, Addison's concept of true wit involves a rational capacity that interprets to mankind rational and natural revelation. Because of the universal appeal
of simplicity it is intimately involved as an affective capacity in guiding others.
True wit and morality must be formed in simplicity's mold. Addison is extremely
concerned with this affective capacity which good literature must have. On the
ballad "Two Children in the Wood," he states, "There is even a despicable Simplicity in the Verse: and yet, because the Sentiments appear genuine and unaf-
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fected, they are able to move the mind of the most Polite Reader with inward
Meltings of Humanity and Compassion. The Incidents grow out of the Subject,
and use such as are the most proper to excite Pity. (85, I, 265)9 Addison intends
through art to enable the audience to partake of the author's morality, taste, and
divine revelation. This is one of his guiding purposes in The Spectator, "As the
great and only End of these my Speculations is to banish Vice and Ignorance out
of the Territories of Great Britain, I shall endeavor as much as possible to establish
among us a Taste of polite Writing." (58, I, 176) Literature must be designed with
the goal of affectivity, and cast in the mold of simplicity.
There is, then, unity between the divine framework of the physical components
of the aesthetic, the moral qualities of the creative man, and the moral purpose
of aesthetic merits. The aesthetic is unified by design; that is, the accounting of
the various facets. More important, however, it is unified by the sensibilities of
the aesthetician regarding the ultimate purpose of art. To explain only the workings
of art is mere mechanism. To account for its value, however, gives it meaning
and permanence. This is Addison's accomplishment.
Ohio University

FOOTNOTES
1 Addison's

relationship to contemporary thought has been thoroughly analyzed by Lee Andrew
Elioseff in The Cultural Milieu oj Addisoll's Literary Criticism (Austin, Tex.: University of
Texas Press, 1963) .
2 I describe sight as the most immediate level, not the lowest. The entire system is unified in the
tension of creativity in which there are no ups or downs, but only stages of completeness.
3 All quotations from The Spectator are from the four volume Everyman's Library edition,
edited by Gregory Smith (London: J. M. Dent, 1961). The source is indicated by the
Spectator number, volume, and page number from this edition.
4 Walter Jackson Bate, From Classic to Romalltic (New York: Harper and Row, 1961) , p. 9.
5 Thomas Hobbes, "Leviathall," Hobbes' English Works, ed. Sir William Molesworth (London:
John Bohn, 1839), VIII, p. 57.
6 Statements such as this indicate Addison's emotional appreciation of Milton which sometimes
takes precedence over his own prescriptions of rational objectivity. Milton certainly did not
follow the "most Orthodox Divines," and enlarged greatly upon the "Expressions as may be
met with in Scripture." While critics have argued everything from the heroic elements of
Paradise Lost (including Addison) to its many heresies, it is, of course, first of all Miltonic,
not orthodox or scriptural.
7 The concern here is with qualities distinctly related to the creative man. Addison proposes
many qualities for the good man, such as courage, fidelity, and truthfulness (99, I, 306) ,
which shall not be discussed in this context.
8 Rene Descartes, Discourse Oil Method, tr. Laurence J. Lafleur (New York: Bobbs-Merrill,
1960), p. 3.
9

There is some difficulty in interpreting Addison's use of the adjective "despicable" here. He
is jesting with the audience in this essay (85). The tone is set when he says, "My Reader
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will think I am not serious when I acquaint him that the Piece I am going to speak of was
the old Ballad of the Two Children in the Wood." Within the context of this tone, "despicable"
is ironic, as if to say, "It is not despicable at all as you English readers may view it, but
quite noble."
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